Fairies have frequently been interpreted as Other within medieval romances, moving between the human and otherworld, between shifting notions of morality and power and sometimes demonstrating a complex relationship to Christian ideals. Jean d'Arras's Mélusine marks the beginning of a development in the power of fairies within romance in which some magical women's actions become more clearly integrated into a Christian model of sin and punishment. They begin to deliver punishments that accord more directly with the nature of the crime committed and which are often enacted with specific reference to God and sin. This chapter examines Presine from Jean Laurence Harf-Lancner divided medieval romances involving fairies into two distinct categories: conte mélusinien and conte morganien, based on the two eponymous fairies Morgan le Fay and Melusine. 1 Michael Twomey notes that the main difference between these two types of romance is in the attitude of the fairy towards her human love interest: "in 'Melusinian' narratives the fay's desire for a human male is beneficent, whereas in the 'Morganien' narratives the fay's desire is dangerous and destructive." 2 However, these terms belie the inconsistency of the two fays themselves within the various works in which 1 Laurence Harf-Lancner, Les Fées au Moyen Âge: Morgane et Mélusine ou la naissance des fées (Paris: Champion, 1984 they appear and an exploration of these two fairy types, and of magical women within romance more broadly, shows that this division is complicated, as an assumption of consistency of character and motivation is not necessarily applicable to these complex figures. Magical women in romance tend to defy such a straightforward categorization; a distinction between characters based on a single attribute blurs the impacts that particular authors, periods, and literary developments have on their presentation. The same characters can appear differently depending on the context; characters shift and develop across time, languages and texts.. Furthermore, they can be considered in terms other than that of their attitudes to lovers; their fairy natures exist in conjunction with roles such as mothers, wives, sisters, daughters, and rulers. Their motivations are more complicated and diverse than a binary in terms of romantic relationships would suggest; indeed, in a number of later romances, fairy women sometimes function as agents of punishment within a Christian context, thus acting with a motivation separate from (although potentially related to) their romantic relationships. These punishments are not generally directed at their male lovers and would therefore indicate additional nuances within the representation of these characters not explained by Harf-Lancner's division.
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Jean d'Arras's Mélusine heralds a change in depictions of the nature of fairy women, with Presine assuming the role of punisher in relation to her daughters' sins. However, the framing of the role of fairies within a Christian context seems the result of a more gradual Christian appropriation of fairy women within the romances over time. Earlier romances were often content to imagine the power of the fairies as merely Other in nature; as James Wade notes they are, "beings neither angelic nor demonic, fairies constitute the ambiguous supernatural," and Helen Cooper remarks, "Although they were sometimes given a place in the divinely created order of beings, fairies sit very uneasily with a Christian context, and tend to be made the subject of works whose ideologies are oblique to orthodox piety. [The one who is first among them has greater skill in healing, as her beauty surpasses that of her sisters. Her name is Morgen, and she has learned the uses of all plants in curing the ills of the body. She knows, too, the art of changing her shape, of flying through the air, like Daedalus, on strange wings]. 4 described as the son of an incubus in earlier works such as the Historia regum Brittaniae of c.1155, 10 the Vulgate Cycle is based on Robert de Boron's Merlin, which "drew upon Christian tradition by making the sire a devil in hell, motivated not merely by sexual desire but by a complicated plot to circumvent the mother's natural goodness and piety to create the Antichrist." 11 The plan is undermined by Merlin's baptism, but his powers are still ascribed to his demonic parentage (and the power of God). The magical women of the Vulgate Cycle therefore possess arcane knowledge and magical powers that derive from a Christian rather than otherworldly source. Thus, the process of reconsideration of the nature of fairy and an explanation of their otherworldly power is already underway before the creation of the Melusine texts. With a Christian basis for their power, their actions are included within a Christian morality much like the human characters, rather than being part of a separate order of magic and morality.
As Christian figures enacting punishment on behalf of God, these fairy women become part of a Christian scheme of salvation. However, establishing what the authors of romances may have drawn from contemporary Christian ideas of hell and purgatory is complicated by the diverse nature of the works. As Helen Cooper has noted, "the romances themselves display a multiplicity of angles on Christianity. It is indeed misleading to speak of 'Christianity' as a single entity in this context … because the various texts connect with it works discussed in this chapter. There are specific points of correspondence between the imagery used in the punishment of particular sins, especially luxuria, but also in the way that some of the punishments are tied very directly to a specific sin or to a specific duration of time, suggesting an atonement for the sin identified.
Further to the more general incorporation of fairies into a Christian reconception of magic as part of a wider gift from God, the nature of fairies' power is developed further in the French Melusine texts and later English romancesas the fays in these works are able to use their powers to identify and punish sin. These punishments include a Christianized purgatorial language relating to punishments or make use of imagery that draws on punishments for sin. This change is particularly apparent through the modifications that the authors make to their sources, which function as intentional developments in the roles of these fairy women. In particular, Malory's Morte Darthur reframes both Morgan le Fay and Nymue within this role as agents of punishment, in a development of their roles in the sources, and Tryamour in Sir Laufal by Thomas Chestre similarly develops from her earlier incarnations.
In terms of the progression and influence of these works, the legend of Melusine was "Known from folklore" 17 as Jean-Jacques Vincensini notes, but became more widely popular after d'Arras and Couldrette's versions were produced in the late fourteenth and early fifteenth century. These romances were evidently read in England, as an English translation of the text was written in about 1500, 18 and there is, therefore, the prospect that Melusine had an impact on the development of fairies in later English romances. Given that Melusine cannot be proven as a direct source of the romances discussed, Christine
Rauer's concept of analogues is particularly useful in discussion of this nature as the works do "present parallels," 19 . Sir Launfal was written in the late fourteenth to early fifteenth century, surviving in a fifteenth-century manuscript, British Library MS Cotton Caligula A. According to Rauer, a source is a text which "presents distinctive parallels with the target text's phraseology and/or imagery," "demonstrably predates the target text," and "demonstrably circulated in the same historical and literary context as the target text." An analogue "presents parallels with the target text's phraseology and/or imagery," "cannot be shown to predate the target text; it is determined by a late or undetermined date of composition," and "cannot be shown to have circulated in the same historical and literary context as the target text; it is characterized by a different or undetermined historical and literary background." auctoritas to his narrative. 22 Thus these English texts are part of wider textual tradition and network of source texts, but are notable, in their divergence from the source material in relation to the changes made in the roles of the fairy women. These alterations present a consistent development from the incorporation of fairy power into a Christian structure seen in the French romances, but does also suggest a broader change in fairies, stemming from d'Arras' Mélusine. [But if you can find a man who will be willing to take you for his wife and will promise to never look upon you on Saturday -or if he should come upon you on that day and say nothing about it to anyone -you will live out the course of a normal life like a mortal woman and will die a natural death . . . And you may be certain that if your husband fails you, you will return to your previous torment without respite until that day that the Great Arbiter comes to sit in judgement.] 27 The language of this description, including the specific idea that this "torment" will only correlations here between this immersion in water, the idea of baptism, and the fiery immersion that forms part of purgatory. As Helen Phillips has noted, "[p]urgatory, like baptism, cleansed the soul and helped it to escape Satan and his demons (Matt. 3.11 speaks of a baptism of water and a baptism of fire)." 30 In Malory's Morte Darthur, this correspondence is all the more resonant given that Malory makes changes to his source material at this juncture. The narrative describes "a dolorous lady" imprisoned in a tower "that hath bene there in paynes many wyntyrs and dayes, for ever she boyleth in scaldyng watir." 31 Lancelot discovers that she has been placed there by Morgan le Fay and her confederate, the Queen of North Galys, "bycause she was called the fayryst lady of that contrey." 32 As Molly Martin has noted, the woman becomes "an image not of threateningly superior beauty, but of vulnerability and inactivity.
Though still a spectacle, the boiling woman highlights her captors' relative power and apparently does not diminish their beauty as she had previously." 33 This power indicates the fairies' and the woman's relative statuses within the text in terms of the nature of the punishment; the woman is punished through both the pain inflicted, but also through her removal from the chivalric world. This alternate space of punishment would also seem to resonate with the spatial and time-specific nature of purgatory. 30 Philips, "Introduction," 4. There are two similar instances that Malory may have drawn upon from his French sources. The Prose Tristan gives this account in the same context, drawing on its source in the Vulgate Lancelot, but Morgan is not involved in this punishment in this version; it is, in fact, God who subjects the woman to "agony and torment" from which she is not permitted to escape, "il ne s'est pas encore vengiés d'un grant pechié que je fis ja" [for He has not yet avenged himself of a great sin I committed.] 34 The second instance in the Lancelot occurs in an entirely different section of the text, in which Morgan subjects a woman who is her rival in love to a brutal punishment: "ele le mist en une tant felenesse chartre que il li estoit avis de jor et de nuit qu'ele fust en glace des les pies jusqu'a la çainture, en amont sambloit qu'ele fust en feu ardant" [she put her into a harsh prison, where she had the feeling day and night that she was standing in ice from the waist down and in a blazing fire above.] 35 Malory may have combined these two instances, but it is also possible that he was influenced by the wider iconographic significance of this scene, potentially drawing on Christian depictions of punishments in hell.
Although Myra Olstead has noted that the imprisonment of the woman in scalding water is "a motif that folklorists and Arthurian scholars recognize as unusual, if not, in fact, unique", 36 [Abersetus is the angel's name who keeps watch over that river, and purges the souls of the righteous, and washes them in the stream, according to the amount of guilt that cleaves to them, until they become pure and shining as the radiance of the
The number of ablutions is related to the level of sin that needs to be purged. This theme of the punishment being proportional to the crime, but also developing to encompass specific body parts for specific sins was common, stemming from the third-century Greek A similar punishment is meted out to the lustful in Visio Tnugdali, or Vision of Tnugdal of 1149, which was extremely popular throughout the later Middle Ages. 41 Cormac Mac Cartaig, king of Desmond and Munster, is immersed to the waist in fire as an "expiation of a breach of his marriage vow." 42 The tropological significance of this demarcation at the navel is emphasized in John Mirk's Festial of the early fifteenth century, in which he describes an abbess who was "a clene woman of hyr body as for dede of lechery," but "had gret lust to talke þerof" and is therefore punished above the waist while her lower half "schon as þe sonne." 43 A similar sentiment is expressed in King Lear's summation of women, which reflects the late medieval homiletic commonplace that superbia and luxuria are especially characteristic of the frailty of women: 44 Down from the waist They're centaurs, though women all above.
But to the girdle do the gods inherit;
Beneath is all the fiend's. 45 women. There are, therefore, potential links between the notion of a physically divided punishment in religious works, especially in terms of a partial immersion in heat or water and the use of this depiction in the romances, despite Olstead's claims of scarcity. It is possible that Malory's sources are making direct reference to this association, especially given that the punishment is delivered directly by God.
In relation to this instance in Malory's Morte Darthur, Malory's deviation from his source text in transferring responsibility for this torture from God to fairies is unusual.
Malory's sources do not reveal the nature of the sin that the woman has committed to be punished in this manner by God; she claims that "l'achoisons por quoi g'i sui mise ne savrois vos ja ne vos ne autres par moi, devant que cil sera venus qui de ci me getera"
[neither you nor anyone else will ever find out why I am here until the knight comes who will release me,] 46 although in fact, no further information is forthcoming when Lancelot succeeds in this task. However, it seems likely that, in being immersed only to her waist, Malory's sources imply that her "great sin" is a sexual transgression. The reallocation of responsibility for the punishment to Morgan and the Queen of North Galys and the specific motivation of jealousy of her appearance would thus be a logical progression; Morgan's IV.5.121-4. See also Frederika Bain's use of this passage in "Hybridity, Mutability, and the Accessible Other," p.xx. sexual advances to knights, her lust, is being enacted through her repression of a potential rival.
The link between the fairy women and lust is explained through an ongoing assumption of women's frailty in relation to sexuality. Ruth Mazzo Karras notes that by the later Middle Ages "lust was considered the woman's sin par excellence", 47 while Anke Bernau observes, "The trope of the extreme 'sexual sinner' is decidedly gendered, in keeping with beliefs surrounding female sexuality and carnality." 48 Ferrante describes the specific association of women with luxuria in terms of a putative physiological rationale:
"woman was held to be more given to lust than man because she was thought to be, in her humors, more cold and wet." 49 according to her own report, her form is due to her sexual misconduct when alive." 54 This example demonstrates the transition between common depictions of punishments in hell or purgatory and the use of these punishments and images within the context of the romances, especially given the specific use of the serpents within this description.
Thus, the combination of partial immersion in water and transformation into a serpent or dragon from the waist down would have resonated with the punishment for sin for medieval readers, and more specifically with lust and sexuality, particularly in its focus on the division of the female form. This division of the body at this point into half a fish or serpent can also be considered in relation to mermaids, and their overt sexuality. As In this punishment of division through enchanted water or serpent transformation, the fays are really directing their punishment to achieve maximum impact on a specific aspect of life: the women's relationships with men. In Malory's Morte Darthur it is the sexual potential of Morgan's rival through Morgan's assessment of her beauty that is being addressed; Morgan is ensuring that she will not be able to act as competition for the affection of knights. It is only Lancelot, with his status as the best knight, who is finally able 59 Morris, A Bilingual Edition of Mélusine, 596-7. to rescue her after five years. And in the Pulzella Gaia, Morgan is rendering her daughter, who has already escaped a fully serpent form once, unavailable to her lover through the dual punishment of imprisonment and transformation.
The shared punitive intention of the fays in these examples is perhaps also indicative of the changing role of the fairy, for the terms of the punishments they inflict, being purgatorial in nature, are thus part of a sanctified process of divine punishment. Sara Sturm-Maddox notes that "It would appear that God's secret judgements, hidden from mortals, are at least partially accessible to fairies, for Melusine is fully aware of her own fate." 61 As these texts are rooted within a Christian framework, the actions of the fays must be seen as ultimately subject to the will of God, especially given the purgatorial nature of the torture inflicted. Indeed, after her concern about the impact on their relationship, much Although Melusine is the recipient of a punishment, she is also the agent of punishment within the text in a role that resonates with an instance in the Morte Darthur involving Nymue. Melusine leads her sisters in the imprisonment of their father "en la merveilleuse montaigne de Norhonbelande nommee Brumbloremllion, et de la n'ystra de toute sa vie" [in the enchanted mountain of Northumberland called Brumborenlion from which he will never emerge,]" 65 particularly noting the "dolour" [misery] 66 that he will suffer, as retribution for breaking the promise that he would not see Melusine's mother while she was in childbed. 67 The montain imprisonment is not unique to this work as a 65 Morris, A Bilingual Edition of Mélusine, 68-9. fairy punishment, as some Arthurian texts include Arthur's imprisonment in a mountain by Morgan le Fay as an alternative to his removal to Avalon. 68 However, this direct link between the perception of his sin and Melusine's role as a fairy agent of punishment suggests similarities to Merlin's imprisonment by Nymue in Malory's Morte Darthur.
Nymue and Merlin are linked through their relationship in a number of works, but in Malory's version an unwilling Nymue is sexually pursued by Merlin and tolerates him only long enough to learn his magic before enacting an imprisonment as punishment.
Malory makes substantial changes to this incident when compared to his potential source texts for this aspect of the Morte Darthur, the Merlin, the Lancelot, and the Suite du Merlin. 69 The French works are careful to explain the reasons for the imprisonment. In the Merlin, Nymue is described as being genuinely in love with Merlin and imprisons him out of a fear of losing him, whereas in the Lancelot or Suite du Merlin, she is described as being more calculated in her use of Merlin for education and cruel in her final imprisonment.
In the Morte Darthur, Nymue's actions are carefully established within the context of Merlin's motivation and pursuit of her, which is described as sinful: "allwayes he lay aboute to have hir maydynhode, and she was ever passynge wery of hym for cause he was a devils son." 70 By showing how much Nymue is harassed and also noting that Merlin has prior connections to evil through his parentage, Malory makes Merlin's imprisonment seem justified, as Hodges notes: "Malory takes care to make Nyneve's innocence clear . . . He persistently tries to seduce her against her will, clearly violating the code of chivalry Arthur has just announced." 71 Malory is also careful in the way that he describes how Merlin feels.
He never claims that Merlin loves Nymue; therefore, as Holbrook maintains, "the traditional fatal love has diminished into patent lechery." 72 Merlin no longer falls into the category of a fins'amor lover, tested by his mistress with the expectation of a reward and then cruelly betrayed, as he appears in some of the French sources, but is a lecherous stalker who deserves his punishment. Nymue imprisons Merlin, but does not harm him as in, for instance, the Suite du Merlin where her heartless nature is made explicit, as although she claims to not want to kill him, she actually devises a much crueler death for him to "avenge myself better." 73 The purgatorial aspect of this imprisonment in the Morte Darthur, the implication of suffering for a period of time until Merlin is judged to have atoned for his sins, is emphasized through the discovery of Merlin later in the text as his of God's punishment, albeit retaining some of the incomprehensible nature of God's wisdom that d'Arras noted.
The potentially subversive action of Nymue in permanently removing an integral member of Arthur's court, and also permanently removing the magical support that Merlin offers to Arthur in the development of his empire, is justified within the framework that Arthur and Merlin have developed. Nymue is, in fact, supporting the ideals and structure to which Arthur has bound his subjects. If Nymue is considered as a religious agent, this action is also justified, as she enacts a punishment that is warranted in a Christian context. This role alters the sense of this imprisonment compared to Malory's sources, but is part of a broader reconsideration of Nymue, and is supported through the changes that Malory makes to Nymue in a later episode in the Morte Darthur that also presents Nymue as a righteous agent of Christian punishment.
Nymue is instrumental in the retributive treatment of a lady called Ettarde as a result of her sins. Ettarde's rejection of the love of a knight called Pelleas demonstrates the sin of pride: she "was so proude that she had scorne of hym and seyde she wolde never love hym thoughe he wolde dye for hir." 75 The text emphasizes the humiliation that Ettarde causes Pelleas in order to prevent him from pursuing her, as well as her cruel dismissal of him, despite his status as "a passynge good knyght of his body" 76 : "she rebukyth me in the fowlyst maner . . . she woll nat suffir me to ete nother drynke. And allwayes I offer me to be her prisoner, but that woll she nat suffir me." 77 Ettarde is clearly censored within the work actions of fays and Christian punishment, as Nymue's actions not only serve to punish the sin of pride but also advance her own interests, as the text notes that Nymue becomes Pelleas' lover herself, and they "loved togedyrs duryng their lyfe." 83 .
Malory's Morte Darthur is not the only later medieval romance that makes these alterations and developments; a punishment associated with a specific sin and enacted by a fairy woman is also an integral component of Sir Launfal by Thomas Chestre. This work makes distinct alterations to its sources, Marie de France's Lanval and the Middle English Sir Landevale, to add the punishing fairy role.. In Sir Launfal, Gwennere (Guinevere) makes advances to Sir Launfal, and when rejected accuses him of trying to seduce her as well as offending her through his unfavourable comparison of her to his lady. Sir Launfal is tried and required to produce his lady, with Gwennere suggesting that she should be blinded if he is able to do this. When the lady Tryamour appears at the court to exonerate Launfal, she enacts this punishment on the queen: "Wyth that, Dame Tryamour to the Quene geth / And blew on her swych a breth / That never eft might sche se." 84 As with Malory's depiction of Ettarde, the sinful nature of the victim of the punishment is made clear and, as Dinah Hazell observes, the punishment is appropriate to Tryamour therefore works in a similar way to the other fairy ladies through her knowledge of the sin committed and the exacting of a suitable punishment. Gwennere, much like the lady in boiling water in Malory's Morte Darthur, will act as a visible reminder of the consequences of sin and will endure an ongoing punishment.
Through a consideration of the later medieval texts involving these fairy figures, it is evident that there is a change in terms of the way that fairy women are portrayed in relation to the punishments that they enact on other characters and the Christian justification for these punishments. 
